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Bod.T.? 


Side two. 


> 


f 
And then I couldn't believe it. They came rolling 


down the hill at me, I'd never seen anything like it 
before, and I turned around and I was surrounded by 


planes. So I jumped into the pond. 


So, this guy that you really hate. You pick out this 
really mean picture and that's not manipulating at 


all. That's quite fair, right? 


I remember talking to one person. I just couldn't get 
out of his office and it was a very painful interview 
and I took all the pictures that I could and when I 
went to select the photograph I tried to find the pho- 
tograph that he would be pleased with, that was the 


most direct, and not, sort of, tilted. 

And you couldn't find it? 

Yeah, I found one. Yeah, no, I did! I just remember 
thinking about that now, "What'1ll I do about this guy, 


you know?" 


Or bf the photograph is a little manipulative, a lit- 


tle tilted or, you know, my own way of doing it and it 
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has my own feeling about it, I try to keep it extreme- 
ly low-key. -You-know.—Beeause "I don't think people 
like to be told how they should feel about this mat- 
ter. I think everybody's got their mind made up but 
what they don't have is any bank of imagery to,—kirned 
fy fill in the slots. Soy t—frgure—thate- what I'm 
doing, is +m filling in those empty visual places in 
people's imaginations and I don't want to interject 
manu o 
too meen my own thoughts e@ebert—it because people don't 
need that. -f—-think—the—resuit—is-that it’s more ef= 
feetive.—___It.goes—through--better—.if..-.I—can~—manage—to— 


withhold-my-comments.. 


When I saw the exhibition at the National Gallery, ene 
Lfett ) way looewa ar Rob Achetal styler 4 Promavephiua, 
k.e-about..the—portraits~and-~--oneabout . 
nuclear—weapons _plants. The portraits, in some ways, 
are quite romantic, and the images of the industry or- 
-sectors-of-it~or ;~I—don't~-know;—etectromagnetic~—pulses— 


Moe neutral ,toposimphic te PAOD Itnade 


oer--whatever, are ~ in—photegraphie—linge,—topographi-—. 
cal, But in the en with Gail Fisher-Taylor you 
talked about wanty¥ng to produce beautiful images. And 
for me, romantic is not necessarily beautiful, topo- 
graphical is/not necessarily beautiful either. First 


of all, do you think the portraits are romantic? 


tees “SstEetT I think so, I think I know what you're 


Saying. + responded-right—away—when--yetr-seid—thet+—b» 
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go-y+>—"Yeah;—ekay They're kind of old-fashioned, 
they're kind of classic, and there's a certain strong 
emotional sense around them that fits into everybody's 
way of looking at movie stars. I think they're like 
that. 


tre ADWALAL , 
Ket The lighting, is too, very often -itts..side-lighting. 
7 


aiaediaer A 


B.d.T.: Well the lighting, -ttrat I'm not really able to control. 


SO—MUcit: 
Ke: You could use flash. 


B.d.T.: No I don't. -bejust—dentt. I'm not that kind of a 
photographer. I'm not a flash photographer. I could 
but I consider that a violation of certain documentary 
principles, yetkrews I figure, try to catch it the 
way it is,y besterttys i-meenyzy I know that's impossi- 
ble but pee ike a flash brrbett), st juety at turns it 
into something totally different. The offly time I'd 
use a flash--at least at this point--1s if I had to, 
if it was night. Like, you cree” onan Arbus, right? 


She uses flash a lot and it's wonderful, it has a 


great effect. To me, like catching it the way it 


falls out because t "s just how I go after it. 
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But tomantic; topographical? Let's see! There's only 
so much gow can do ,—t—thiniey with some of those big 
plans, YOtKOO ig erat ou can't really make them 
dance the way yer'd like to. oF I never saw myself 
doing aerial photographs, fer—exemptex That was bree 
something that people did who worked for the army. 


But gradually I've gotten to like it and to see it as 


a“ 


much. I mean, you have to make the pilot fly around 
again and even then you never see it the same way 


twice. So, it's more limited but I now consider aeri- 


” 
a 


al photography as something every bit as challenging 


, 


as street photography. _It's just on another scale. 


But5—see,--I.don't..think topographical -or even beauti- 
ful.---What° I--meant--when I said that to Gail Fisher- 
Taylor was that ... I meant beautiful, the picture 
should—be-beautiful in the way that most pictures are, 
you “know? Most images that last have a quality to 
them: permanence, a certain something inevitable about 
them, and something interesting about them and chal- 
lenging, and it's just the right mix. Even terrible 
depressing pictures, you know, like some of Ingmar 
Bergman's movies, people were telling me, "How can you 


see those movies, they're so depressing?" And I would 


4 
rd 


Ps 


F od 
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say, "Well, they're depressing but they're so beauti- 
fully done. They're so well crafted that it's okay 
that what he's talking about is something negative be- 
cause he's so good at, tt." And that's the kind of 
thing that I had in mind when I was referring to pic- 
tures, I was trying ‘to make them beautiful, just try- 
ing to make them don You know, some people, sort of, 
stay away from making something pretty, or making 
something, you know, like, they try very hard to keep 
it, I don't know, you know, no emotional quality at 
all. I don't feel that I'm trying to do that. 


There's a certain kind of image that I really love and 


I'm trying for that all the time. 
What kind? 


Well, let's see! The best way to answer that would be 
just to show you images that I like, you know. It's 
just a certain combination of elements in an image. I 
mean, we could go through Vogue magazine and there 
would be three pictures in there that I would say, 
"There, that's what I'm talking about, that, right 
there, and none of the other ones." It's just a cer- 
tain combination. I haven't really thought it all 


out. 
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K.: 


B.d.T. 


Ke: 


e 


When you talk about beauty, from what you just said, 
it seemed to me that you were talking ,celmosty about 


the structure of the imagem, 


Or the-underlying. structure of it-- 


That-makes~-the~-content--visible.- 


Right! That's what I mean. Yeahy—uh-huh: how it's 
built. I'm not talking about the beauty of the thing 
that's in it, the content but the form. -Lim talking. 


about--the-form~of--the image 


Do you know Alan Gussow? He used to be a landscape 
painter who became, sort of, an art activist, who 
started the Shadow Project, and before that he did 
something called "Lifeyards," which were graveyards to 
the nuclear war but he wanted to make "Lifeyards" be- 
cause we're still all alive. And one of the things he 
said was that unlike other wars with nuclear warfare 
you have to make the monuments to the people before- 
hand rather than afterwards because nobody's going to 


be here. 
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B.d.T.: Right. That's right. That's a good thought. 


Ke: Do you share/that sympathy? 
” 


why we Ris Cah hay 
B.d.T.: Of course. Yeah. To me the best expression of -ttratunth huclét. 
‘prt OAL 

was in Jonathan Schell's work. He said that this 
thing was so serious and so fast and so total that it 
requires what he called, "Preemptive repentance." 

That we have to be sorry we've done this before we do 

it because if we wait until we do it there won't be 
anybody left to be sorry. And that touched me very 
deeply and I feel exactly that, that we have to do 
something right now. This is it, this is the only 

time we will ever have to do anything. And maybe this 
moment will last another five hundred years, but that 
doesn't change the nature of it, because the way it's 
primed to go off, it could go off any time. And—itts 
-got—to;—-somehow,—-improve, —you -know? It's-—like,—we_ 
‘could -arrange our affairs, -really, .there are several ~~ 
other ways we~could do —it< Right now this is what 
we've eT this hair-trigger situation, and that calls 

for that preemptive repentance, preemptive monument 
building, preemptive doing something. Tts__a_weird. 
thangy It's the strangest thing I've ever seen be- 


writs 


cause everything else, you can wait a little while and 


\ 


let it seep in and then go about recording it but this 


is different. 


DE TREDICI - 1B-8 - 


K.: 


Badsl at 


Yeah. No, it's true. You a you think of 
photographs taken in the thirties, or during the de- 
pression, or even the earthquake, the Mexican earth- 
quake. People don't photograph it before it happens, 
or don't photograph what 2 balidine up towards some- 
thing like that, but with, I guess, with nuclear war 
you have to. And bhefets also a build-up, which you 
don't have necessarily with an earthquake. I don't 
know how you would photograph a build-up to the earth- 


quake. 
An earthquake build-up? 
Yeah. 


No, you'd have to get down in there among the teetons 


/ 


and the teutons under the earth, right? 


But—-t"’'m~ looking for -an -aphorism ~that--I—wrote “about 


that.——There—it .is.--Call-it "The World War of No 
Abode." It's a war that's being waged with oceanic 
quantities of money, energy, time, materials, lives, 
paperwork, phone calls, coffee breaks, and nuclear 
weapons, because none of the weapons are allowed to 
explode, the war takes on a curious internal quality. 


For all the world it looks and feels like one big 


i 
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bluff but it's no joke. Readiness is all, and finer 
and finer weapons are the exciting reminders that, 
yes, this is indeed real. This is very real, this war 
that's going on in all corners and it's also not hap- 


pening anywhere at all. 


—K+-—_—_--—_That!s_wonderful.- 
—B-dtote—That's the war! Frat +s—tt- It's on, full-steam 


ahead. And I'm trying to photograph it but it's so 
funny because people don't relate to it as Shad Bert 
once—the—-weapons—go-off—that's—-almost~an afterthought-,. 
Eeonuee Lie massive long-term deep preparations in a 
period of great peace have gone on now for forty 
years, s$o that when you finally flip the switch it 
shouldn't be a surprise to anybody. So,—to—me_it's a 
good subject and it's, sort of, blessedly unself-con- 
scious, somehow. That's like people, you know. So, I 
think it should be more conscious, actually, but any- 
way, for me, it's the sight combination of lack of 
worry, you know, panote don't mind you coming, in 
fact, they're quite open, up to a point about the 
whole thing: this and that. 

tn Ais ane, 

Do people who are pro-nuclear weapons -6trtrd=ap, whe 


would imagine some of the P.R. people at nuclear weap- 
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ons plants are, -Rave—they seen your photographs and 


what do they think of them. 


No. I don't show them my photographs. They have no 
need to know about my photographs, as we say in the 
trade. Need to know is a vey important principle. 


They don't ask for that and I don't show it to them. 


What do you tell them you're doing? 


I tell them the truth, "I'm interested in making pho- 
tographic images of nuclear weapons’ technology." 
That's what I tell them. That's apparently not an ab- 


normal request. 


And no one asks to see pictures? 


No. They don't. Pictures, schmictures! They don't 


care about whether the composition is this or that. 


ts 


What they usually say right off the bat, brey——Sayy: 
"We've got lots of photographs we'd be happy to give 
you." And I say, "Well, actually, I want to do them 
all myself." So, they say, "Well, okay. Some things 
you can do but other things we can't allow to be pho- 
tographed, but we'll give you a picture of it." But I 


tell them I'm not making a scrapbook of images taken 
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‘by a lot of different people. It's, sekerd=ot? a photo- 


graphic work and they, kind of, understand that. You 
see, but they're not even curious, you know. They 
have a job. Their job is to interface with people 
like me, and to give me what I need, and to do a good 
job at it. And that's what they do. They are doing 
their job when they're relating to me. And they don't 
know about photographic books and art or any of that 
stuff. They know about transferring information in a 


compact and efficient manner and doing it pleasantly. 


But would there be a lot of people on their doorstep 


like you? 


Practically, as far as I can see, nobody ever asks. I 
mean, I could be wrong about that but I distinctly get 
that impression, that there are so few people that 
come knocking on those doors that when somebody like 
me shows up they're glad to see me. I mean, not ex- 
actly, some people aren't so glad to see me. TE my 
kind of, a... I represent a, you know, they really 
might not think it's such a good idea. But I get the 
impression that there aren't, isn't anybody doing 


this. 


Is an ambiguous reading of your photographs impor- 


tant? Like, if it can be read two ways? 
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I think so. Yeah. I think it is important. 


Why? 


Because I think the issue goes two ways. And for the 
pictures to be good pictures of the issue, they should 


also go two ways. 


Okay. Since you've done radio programs for C.B.C. 
Ideas, and you've had an exhibition at the National 
Gallery, and you have plans for a book, and there's a 
videotape. You're starting to do videotapes, is that 


right? 


Yeah. Uh-huh. 


All around the nuclear weapons technology and industry 
and so on. For you, is it just using different media, 
when appropriate, to say the same thing, or are you 


saying different things with the different media? 


I think it all grows out of essentially the same 
thing. It just sits there like an apple on the table, 
this thing, this arms race. But there's no one way to 
do it. I find it an incredibly inspiring subject wor- 


thy of all the artistic energy that anybody can put 
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into it. Look at what it does to people! That's wor- 


thy of exploration and expression. 


And in my own case, it started out photographically. 
It just flowed right into tape recordings because what 
the people were saying was real interesting. Tape re- 
cordings flowed right into a radio program. That was 
a natural. And all my life I've wanted to be a came- 
raman but I could never afford sixteen-millimetre 
film. And just a few circumstances kind of fell into 
place, and when I started doing video it was the re- 
sult of, it was like a lifelong wish come true. So, 
that wasn't so far afield either. And, I think that I 
get very different, kind of things with the different 


media. 


Do you switch media for yourself in that sense, like, 


to keep your own interest heightened because... 


No. I don't have any problem keeping my interest 
heightened. My interest is, sort of, pegged at a high 
point and it just stays there and I've never been, had 
a problem with that. I don't know exactly how to ex- 
plain it.- It's just a, kind of, a natural evolution, 
I think, that a lot of people go through. They try 


out one thing and then it leads to something else. 
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B.d.T.: 


You know. It's, sort of, like that, it's like you're 
doing oil paintings and then you start doing sculp- 
ture. And it's not something you can explain so easi- 


ly. 


Are you obsessed by this issue? 


Well, my brother says I am. He said that five years 
ago, my brother, Peter. I was visiting with him and I 
showed him my first batch of photographs and he looked 
at them rather quickly and then he eyed me and then he 
said, "You know, you're obsessed with this issue." I 
think obsessed is something that somebody else says 
about you, that an obsessed person would never say 
that he was obsessed. That's, like, a third person 
comment on a person so maybe you ought to tell me 


whether I'm obsessed. 


Probably. 


It feels like the whole world is inside of this is- 
sue. I can't think of anything that I know or love 
that isn't applicable, that is not actually contained 
within this issue. So for me it's a very expansive 
issue, but it's also extremely narrow. It's, like, 


who gets to go over that fence, you know? Not very 
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many people. So, there's a lot of fun in that but to 
me the underlying concern, it just encircles the en- 
tire planet. And so, to me if something is--I guess 
it's an obsession, if you could clock it and chart it 
out and money and time and this and that, but it 
doesn't feel like that. I feel good about it and I 
feel that it doesn't cut me off from other concerns. 
It seems to feel like it opens me up. I don't feel 
like I'm backing myself into some kind of corner, ar- 


tistically or any other way. 
Ke: No. I know, I mean I don't mean obsession like that. 


B.d.T.: Oh, I see. Well, to me, obsession has a, kind of, 


negative association. 


Ke: No, I don't. I would assume that in order to gain--to 
be persistent about gaining access to certain places 
and flying here and there and everywhere within cer- 


tain time frames, you'd have to be obsessive. 


B.d.T.: In my country they call that "passion." 


} } 
fit 


K.: Bo—you—want—to. talk about the picture of the electro- 


magnetic pulse? 


B.d.T.: Why should I talk about that picture? 
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K.: Because I like it. 
B.d.T.: Why do you like it? 


Ke: Because it's a good example of something that you said 
before, that where you wanted your pictures to elicit 
a response from people, "What is this!" You-kn-ew-,- 

“Fake their breath away. “What=+rs—<rt?' 


Bd 7T. Yeahs ——Or-y—'What—the—hell—is—_this?" 


toe Or, "What the hell is it." Yeahs And certainly 
that's the way that one affects me. . es, 
CQ KT 3 What Gbowt the pide 4 Ha cheer wosuehrc pulec, Lybatt 's 
NSE de Shy beh tat! te 7 
ry ia?) 75 pace Uy il F 
5 B.d.T.: Iitlltell you the story—-of-that=pretures I was driv- 
r+ | ing through the Whiteman Air Force base, +t-—~thirnmk 


thrat*s~the—name~of—i-t...._Lt--s—the—one in Albuquerque. 
We—were—going—to—somewhere else..on._the-—base—andwe 
were—driving—byy and this thing kind of goes passing 
by the car and I said to myself, "What the hell is 
that?" -Arnd—then—_l—_said,—'t—hope—it's_pertinent,—i'm— 
just_keeping—my—Fingers.-rossed. I hope it's got 
something to do with nuclear technology." So I asked 
ond 
the 9 Se He said, "Oh it's an 


electromagnetic pulse dipole simulator, and that means 


—EE 


that it puts out a phony electromagnetic pulse over an 
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airplane to test the instrumentation, and that pulse 


matches the pulse that comes off a bomb exploding in 
Ware oti fo hea 4 ha INS WYMatietn «wut helel Uf o 

air. -Se—if_that—airptane that's tn~the_trestte—under— 

Poteet attestation = 

St —-were;shikey—on~its way to Russia™bearirng “nuclear 


Ce re a ee ae decraarey be Gatapmmted 
weapons..and-—a—bomb exploded, -wowkd=the—instrumentation™ . 


a So it—was—directly—pertinenty 


it couldn't've been more pertinent. And-so I was very 


to nected +he wold 
4 happy because I was saying " “te og make a 


we great image. tIts—just—a_tstrange—looking—thing that 
ow 
lle Mado 


4, | it—would™be™perfects'" And—so I was hoping that it 
| wasn't for solar energy or something, And it ended up 
i 


being quite appropriate. 


\ 
word Okay these are from Aphorisme Atomici, it's a town in 
to RA a -- This is called, “The Wan in the Uranium Helmet" 
B.ce./ . "His head is heavy and his brains beneath the load are 
@) constantly bombarded with gamma rays. The expression 


on his face is unique. He has at hand the capacity 
for planet extermination and he has made a vow to use 
it. He has a strong sense of duty, a sense of hero- 
ism, and a sense of restraint. He is very patient, 
somewhat worried, slightly nervous, and firm. He is 
young. He is developing a cataract in one eye. He 
has not ever used his weapons in the field nor met the 
enemy in any test of will, nor has he tested his own 
will in this matter. He's the man in the uranium hel- 


; | 
met and we haven't heard the last from him yet. 
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This next one is called, "The Horror and the Sob- 
bing." "So far so good," they say, in a tone of voice 
designed to back off altogether when the atoms hit the 
fan. The second half of that statement is this, "Oh 


well!" 
Kat They're wonderful. 


B.d.T.: Wwerty Rere's ones 2I—don't—know— if you'd -print—thrs— 
ones——-I--tike it™though. “Hail to the Chief.” "It was 
Hitler's audacity and his capacity for evil that lit 
our Bunsen burners and got us cracking on the bombs of 
doom. He was our inspiration, and his presence is 
still felt in between the lines in every person's face 
who walks in the shadow of the bomb. Hitler made yet 
another contribution: the V-2 rocket, parent of the 
ICBM. What appeared then as the very essence of evil, 
Hitler with an atomic bomb and the rocket to drop it 
on cities, turned in a twinkling, during which two 
cities were incinerated, into the world's greatest 
symbol of peace, strength, freedom. The rationale be- 
hind this liberated nuclear stance is very different 
from what Hitler's would've been. But deep beneath 
the posture and its rationale is that old-time atomic 
delight, the delight that lit the skies over Nagasaki 
and Hiroshima and that lit the ovens inside Dachau 


too. W 
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W It's true. 
ao Lb 


Ket Senile 


ae op tg 
—_ban—l—read—three.. funny—ones? 


Se ee rer RT 


@ | eat: This is called, Pandan Art. ‘What is it that makes 
people have pointed heads with eyeballs extended, see- 
ing from past and future at one time, has them walk in 
multiple freeze frame, no longer with any Newtonian 
point of reference. What dashed romanticism, embraced 
nihilism, fractured continuity, and laughed in the 
face of the divine. What defined everything before 
and knew, in terms of itself, not in terms of Nature 


or the social framework." 


Oh, here s._a—_funny—one.——--his..Ls...cad.Led., _ oe Piz- 
za. For crust: the Earth. For tomatoes and greens: 
people and trees. Freeways are the strips of bacon. 
Churches are the cheeses. Pickles and onions: Parlia- 
ments and Congresses. Pin the crust to the place with 


multiple thermonuclear devices, and sprinkle liberally 


with defective microchips. Season with activists, and 
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pepper it with armaments. To cook: stand back, 


your fingers, close your eyes, lift your head, 


pray!" 


Oh! I've got to read this one. Yet -ve—got—mne—going 


now.——Lhis.is a good—one~ now. It's calleds 


the Elephant.“ 


Ket —— Okay; wart!—I've.got._to--put..aoew_tape—nes 


